PAINTINGS                               107
still less the marmoreally fixed 'classic* shapes elaborately draped in damp
'butter-muslin'; very well in their way but looking as if they would split
if they fell over. The only property in common was a sofa, an inevitable
furniture when seated or recumbent figures are painted,.and Steer found
an excellent new motive for these in the two pictures Hydrangeas and The
Muslin Dress, where a girl is playing with a pussy, thus occupying the
model and introducing another of his interests. The first of the csofa* sub-
jects was so named in Steer's 1894 exhibition, a thoroughly origind and
beautiful piece, notable, like others, such as Rose Pettigrew on a sofa and
the same lovely model in Jonquils, for the broad simplicity of light and
shade artificial illumination provides. The snag in its use is a tendency to
over-yellowness in flesh-tints, a danger easily by-passed by substituting
burnt siena for ochre or other yellow pigment.
Models in a Japanese gown before a mirror followed and others un-
dressing or undressed. These, and the rather pert nude, with a far-away
family-likeness to Manet's Olympic were Fulham Road Studio pieces.
Another much studied nude, called Sleep, was spoiled by a clamorous
background as I have already noted.
A promising departure of the same period was the experiment in Old
Master methods of laying-in the subject as a monochrome and glazing
colour over it This, I think, was due to the example of Charles Shannon,
ardendy espoused by Charles Furse. A recumbent nude in my possession,
dated 1896, with a background of sea between faintly rosy curtains, was
painted in that way and may have been the germ of a Danae in the Hesslein
Collection: a rare mythological sublimation, In the Daniel Collection is
a Three Graces.
A more ambitious project in the glazing technique was the study for
a Rape of the Sabine Women, which went no further. Here was a subject of
strenuous action, involving men as well as women, that would have made
an unexampled call upon the painter's powers.
The Toikt of Venus (1898) was evidently to be a translation of the un-
dressed model to a rococo Olympus: it bordered on monochrome so far
as it was carried. I cannot count the Cupid, occupied with the spectator
and not with his job, happy, but again there were possibilities, abandoned
halfway, here.
Most memorable of Steer's double-figure compositions were two. The
eadier, Sit Augustus Daniel's Two nude Women with a Mirror (1901) uses
the mirror ingeniously to abolish 'unresolved duality9 by introducing a
reflected third, but, as I have already noted, it is chaiacterisric of Steer's dis-
interest in event that njeither the girl holding the loo&ng-glass not the one
reflected is occupied with the act. The later picture, Tie Music Room